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The Sedulous
Ape:
Atavism, Professionalism, and
Stevenson's Jekyll and Hyde
In an early review of The Strange Case of Dr. Jekyll and Mr. Hyde "Thus were explained anatomically," Lombroso continues, such diverse attributes as the "enormous jaws, high cheek bones, promi nent superciliary arches, solitary lines in the palms, extreme size of the orbits, [and] handle-shaped ears" of the criminal, as well as vari ous moral deformities like the propensity for "excessive idleness, love of orgies, and the irresponsible craving of evil for its own sake."
These features were all signs of a form of primitive existence which normal men and women had transcended but which the criminal was condemned to relive. In his physiognomy as in his psyche, the criminal bore the traces of humanity's history and development.
From the first publication of Stevenson's novel, readers have noted the similarities between Lombroso's criminal and the atavistic Mr.
Hyde.4 Less often noted is how snugly descriptions of criminal devi ance fit with longstanding discourses of class in Great Britain. Lom broso's work first reached a wide audience in England thanks to Havelock Ellis's The Criminal (1891); the combined influence of Ellis and Lombroso was in part due to the ease with which the new "s cientific" categories mapped onto older, more familiar accounts of the urban poor from Mayhew onward. Lombroso's theory was in part a discourse on class, and much of its "legitimacy" derived from the way it reproduced the class ideologies of the bourgeoisie. Equating the criminal with atavism, and both with the lower classes, was a familiar gesture by the 1880s, as was the claim that deviance ex pressed itself most markedly through physical deformity.5 Steven son's middle-class readers would have had as little trouble decipher ing the features of the "abnormal and misbegotten" Hyde, his "body an imprint of deformity and decay," as Stevenson's middle-class characters do (78, 84) . "God bless me," exclaims Utterson, "the man seems hardly human. Something troglodytic, shall we say? ... or is it the mere radiance of a foul soul that thus transpires through, and transfigures, its clay continent?" (40 field allows them to run into one another "naturally enough" (31).
Neglecting to intervene until Hyde has finished his assault, Enfield describes the incident with some relish, nonchalantly admitting to Utterson that the beating "sounds nothing to hear" (31). (Though he goes on to say that it "was hellish to see," that does not unring the bell.) That Hyde acts out the aggressions of timid bourgeois gentle men is emphasized once again in the beating of Sir Danvers. (69) is not the same man whose original "raging en How does one become a gentleman? If born into a good family, by imitating one's father. That Jekyll and Hyde stand in a father-son re lationship is suggested by Jekyll himself (89) as well as by Utterson (37, [41] [42] , who suspects that Hyde is the doctor's illegitimate off spring. After "gentleman," the words used most often to describe
Hyde are "little" and "young." As William Veeder notes, when Hyde appears at Lanyon's door ludicrously engulfed in Jekyll's oversized clothes we are likely to be reminded of a little boy dressing up as daddy.14 The idea that Hyde is being groomed, as Utterson says, "to step into the said Henry Jekyll's shoes" (35) is reinforced by the doc tor's will naming him sole heir, as well as by the lawyer's description of this "small gentleman" (46) as Jekyll's "protege" (37). Indeed, when
Jekyll assures Utterson that "I do sincerely take a great, a very great interest in that young man" (44) he sounds like a mentor sheltering a promising disciple. "Bear with him," he urges the lawyer, "and get his rights for him. I think you would, if you knew all" (44).
If Hyde is to assume his mentor-father's position, he must be in doctrinated in the codes of his class. As Jekyll repeatedly insists,
Hyde indulges no vices that Jekyll himself did not enjoy. What dif fers is the manner in which they enjoy them: Hyde openly and vul garly, Jekyll discretely and with an eye to maintaining his good name. Gentlemen may sin so long as appearances are preserved. This is the lesson Hyde learns from his encounter with Enfield. Having collared Hyde after his trampling of the little girl, Enfield and the doctor are "sick . . . with the desire to kill him" (thus replicating
Hyde's own homicidal rage), but "killing being out of the question" they do "the next best": they threaten to "make such a scandal ... as should make his name stink" (31-32). . . [will] be sucked down in the eddy of the scandal" (53). After the murder Jekyll himself admits, "I was thinking of my own character, which this hateful business has rather exposed" (52). As Enfield's ac tions indicate, blackmail is an acceptable way to prevent such expo sure. Utterson mistakenly believes that Hyde is blackmailing Jekyll, bur rather than going to the police he hits on the happier and more gentlemanly idea of blackmailing Hyde in turn (42). By far the most potent weapon these men possess, however, is silence. Closing ranks, they protect their own by stifling the spread not of crime or sin but of indecorous talk. "Here is another lesson to say nothing" (34). "Let us make a bargain never to refer to this again" (34) . "This is a private matter, and I beg of you to let it sleep" (44). "I wouldn't speak of this" (55). "I cannot tell you" (57). "You can do but one thing . . . and that is to respect my silence" (58). "I daren't say, sir" (63). "I would say nothing of this" (73 At the same time the novel plumbs deep pools of patriarchal anxiety about its continued viability. Indeed, Jekyll and Hyde can be read as a meditation on the pathology of late-Victorian masculinity. Jekyll's case is "strange," Stevenson suggests, only in the sense that it is so common among men of the doctor's standing and beliefs.
Yet if Jekyll and Hyde is a consummate critique of the professional men who formed the bulk of its readership, the novel was also self consciously written to please, which it did. In no respect is Stevenson more of his age than in the tortuous acts of self-definition and self positioning that allowed him at once to dismiss and to court the "fa tuous rabble."21 Ironically, the publication of jekyll and Hyde marked writing constituted a professional dis course. His resistance was based on two factors. First, he saw profes sionalism as inseparable from the middle classes, that fatuous rabble he preferred to jest at rather than join. Second, he associated pro fessional writing with a functionalist "realism" which he in theory opposed.
In Stevenson s view, to be professional was to be bourgeois, and to be bourgeois was to embrace the very blindnesses, evasions, and immoralities delineated in Jekyll and Hyde. Indeed, the salient bio graphical fact to recall here is that the novel was composed during Stevenson's three-year "imprisonment" at Skerryvore, the Bourne mouth house purchased by Thomas Stevenson for his son and daughter-in-law.26 This was a period of personal crisis and transition for the writer. Prior to it were years of self-styled bohemianism, fash ionable dabblings in socialism, and occasionally self-indulgent nose thumbings at "the fathers," his own included. Until he took posses sion of Skerryvore, Stevenson had never had a permanent address. In his letters he repeatedly refers to his occupancy of the house as a ca pitulation to bourgeois convention, a "revolt into respectability."27 To Gosse he complained: "I am now a beastly householder," and when Archer came to visit he found his friend ensconced in the heart of "British Philistinism."28 Stevenson's always-fragile health was never worse than during these years, nor were his always-difficult relations Throughout the essay, however, Besant's implicit model for the fic tion-writer is not the painter or sculptor but the professional scien tist.31 Wedded to the twin gods of positivism and empiricism, the Be santian novelist recognizes that fiction is "of this world, wholly of this world" and therefore seeks to reproduce the surfaces of life ex actly as he finds them. Like the scientist too, the novelist reports his findings in a "transparent" prose, one that refuses to call attention to itself as writing. For Besant such transparency is the mark of profes sional writing in all disciplines. It at once vouches for the truth of the information conveyed while also ensuring that the professional's "products" will find the widest possible market. In the view of his detractors, however, Besant had succeeded primarily in degrading fiction-writing from a sacrament into a trade. He urges novelists to look after their self-interest by considering their products first as radical position by embracing a non-functionalist "style" as a kind of anti-mimesis. He argues that literature has nothing to do with re producing reality but "pursues instead an independent and creative aim." Fiction, "like arithmetic and geometry" (two sciences, signifi cantly, whose practitioners were not considered professionals in the nineteenth century), looks away from "the gross, coloured, and mo bile nature at our feet, and regard pates in that reshaping of authorial self-presentation that Jonathan Freedman has identified most notably in James, Pater, and Wilde. As Freedman suggests, rejecting the middle-class marketplace could be a highly marketable strategy, just as distancing oneself from both the Besantian professional and the "general reader" could be a way of into a parody of bourgeois respectability. Like Hyde, the Brownies find that lawlessness and licentiousness simply do not pay, and that they must adjust accordingly. As in the novel, Stevenson concludes that there is no place elsewhere, no human activity not already satu rated with ideology. The creative unconscious is shown to be wholly acculturated: not in opposition to bourgeois morality but unavoida bly pledging fealty to it.43 In a striking and bitter letter to Gosse, Stevenson called this servicing of the public a form of prostitution.
"We are whores," he wrote, "some of us pretty whores, some of us not: whores of the mind, selling to the public the amusements of our fireside as the whore sells the pleasures of her bed."44 His further point is that under modern conditions "whoredom is the writer's only option. In another letter he returned to this same metaphor: "like prostitutes" professional authors "live by a pleasure. We should be paid if we give the pleasure we pretend to give; but why should we be honoured?"45
What begins to emerge is a cluster of veiled equivalences, with threads linking Stevenson, his creative Brownies, Edward Hyde, and the prostitute-writer within a larger web comprising middle-class ideology, commerce, and the ethics of professionalism.
Jekyll and
Hyde, I would argue, is in part a symbolic working through of these linkages. We recall for instance that bourgeois commerce is implicitly associated with whoring in Stevenson's description of the "thriving" commercial street which Jekyll's house backs on to, its "florid charms," "freshly painted shutters," and "well polished brasses" giv ing luster to goods displayed "in coquetry; so that the shop fronts stood along that thoroughfare with an air of invitation" (30). The doc tor's house fronts on to "a square of ancient, handsome houses, now for the most part decayed from their high estate" and given over to vaguely disreputable trades, "shady lawyers, and the agents of ob scure enterprises": the once-fine homes are "let in flats and chambers to all sorts and conditions of men" (40 The novel in fact turns out to be obsessively concerned with writ ing of various kinds: wills, letters, chemical formulae, bank drafts, "full statements," and the like. Like "A Chapter on Dreams," Jekyll and Hyde worries over the question of authenticity. Just as in the es say Stevenson feared that his writing originates not in some genuine self but in a market-driven unconscious, so in the novel he contin ually links writing with forgery and other kinds of "inauthentic"
production. Enfield first discovers Hyde's identity when he reads his name written on a cheque that Enfield "had every reason to believe . . . was a forgery." That in fact "the cheque was genuine" only con vinces Enfield that the deception runs deeper than he had imagined (32). Hyde was known even earlier to Utterson through Jekyll's will, which the lawyer considers an affront to "the sane and customary sides of life" (35) and whose irregularities he "never approved of" (43). Even before he makes his first appearance in the present of the novel, then, Hyde is associated with writing that is at once "profes sional"-bank drafts and legal testaments-and yet also somehow ir regular and thus troubling. In both instances, moreover, Hyde stands to benefit financially, just as in "A Chapter on Dreams" Stevenson says his own "irregular" writings proved to be the most lucrative.
Jekyll too is implicated in the production of questionable writing. Utterson, after hearing Mr. Guest's analysis of Jekyll's letters, is driven to conclude that the doctor has begun to "forge for a murder er" (55). We also recall that Jekyll's downfall results from the "im purity" of his original chemical formulae, and that it is precisely out of that impurity that Hyde originally springs (96 Jekyll and Hyde of course takes as its explicit theme the possibility that the self is not unique and inviolable. Yet Myers, Haggard, and Cook seem relatively untroubled by the novel's "revelation" that two distinct subjectivities inhabit the same "self." All three men instead attest to the anxiety that arises from the suspicion that writing itself might be entangled in this same indeterminacy. As their appeals to science and the law further suggest, vast realms of social discourse operate on the assumption that writing and selfhood are interchange able. Yet it is precisely this faith that both "A Chapter on Dreams"
and Jekyll and Hyde undermine. In this context it is worth noting that Stevenson himself has often been criticized for not being sufficiently "present" in his own writings. In 1926, at the nadir of Stevenson's reputation, Leonard Woolf dismissed him as having "no style of his own." His writing is "false," Woolf contended; at best he was a mim ic, "a good imitator."49 The "no style" argument is common in Ste venson criticism, and interestingly finds its complement in the equally common claim that Stevenson is merely a stylist. 
